Staying in Northern Ireland…there is a sort of trauma that stays with you, someone in a battering relationship or poisonous relationship with alcohol, you know you should break away from it but you keep returning to it. That's a problem. There's a cognitive dissonance there for gay people. You want to be part of a family, you want to be part of a church, you want to be part of society but if they know you as you really are, they won't accept you. But you really want to be accepted. So you play a parallel game in your life. 3 Based on 46 interviews, it documents 'individual's private stories of cultural identity, sexuality and coming out, religion, feminism, sectarianism, racism, conversion therapy, paramilitaries, politics, the normalization of violence and the effects of the Troubles on the psyche' against the larger historical, political backdrop of the Northern Irish conflict. 4 As such, it delineates a complex matrix of exclusions -but also a desire for inclusion -that define and regulate expressions of identity and sexuality in Northern Ireland, as suggested by the speaker above. His desire to belong to structures that oppress and discriminate against him force this man to 'play a parallel game': for him, this is a necessary strategy of survival in an extremely homophobic society. While the concept of playing a 'game'
gestures here towards the rules, roles, and regulatory practices that define and confine expressions of identity (including gender and sexuality), it foregrounds at the same time their construction; the performative nature of all identities. The notion of parallelism suggests, on the one hand, the incompatibility of ethno-nationalism with
LGBT issues in a deeply divided society such as Northern Ireland. The incommensurability between sectarian and queer politics is also addressed in Niall
Rea's Divided, Radical and Gorgeous (D.R.A.G.), which explores the personal experiences of a Belfast drag queen in the form of a testimonial monologue that recounts her relationship with a closeted 'freedom fighter'. Furthermore, queer identities are used by both productions as an 'analogous' lens to deconstruct and disrupt sectarian divisions of difference. 5 The notion of playing a 'parallel game' can, thus, be read as a meta-theatrical commentary that emphasises that while these plays, based on personal memories of the Troubles, are products of their socio-historical reality, they also provide an alternative, transformative realm, in which it is possible to rethink the conditions of the present through uncovering silenced and neglected voices and experiences of the past. Both plays do so by 'queering' memories of the In Archive Fever, Jacques Derrida points to the etymology of the term 'archive', which 'names at once the commencement and the commandment': that is, archives denote origins as much as they are products of authority, control, and power. 11 As Ed
Madden puts it, 'they produce as much as they record and preserve'. 12 As the promised multiplicity of stories will commence new understandings of the past, present, as well as the future, and thereby contribute to the 'fresh start' envisioned by the 1998 Agreement, the archival impulse displayed in its wake is, as Colin Graham notes, at the same time, suggestive of a desire 'to cram all that glistens with the notso-gold of the Troubles into a memory bank of material culture and traumatic nonrecall.' 13 In this regard, the establishment of an oral history archive seems a necessary step for 'moving on' from the legacy of the past; for moving beyond the trauma and residual sectarian legacies of the Troubles. In other words, the past is viewed through an educative prism and is closely connected to a progressive and purposive morality "Foolish" insight' that 'all the conventional ways of being are "only a game" and that the "masks" that we play can be picked up or put down at will.' 21 Head suggests this as a queer strategy 'to help us in our analyses of the dominant society and the way it "creates" stereotypes of gender and sexuality' and other forms of identity, and, we might add, history; as such, it plays a crucial role in TheatreofplucK's queer dramaturgy. Rea opens both productions with a short spiel introducing the spectators to what he calls 'the rules of game'. 22 For D.R.A.G., he asks each of them to write a queer 'devotion' on a small piece of black paper before entering the actual performance space, which they then place on the stage, itself already covered with hundreds of other identical pieces of paper. The significance of these papers is twofold: one the one hand, handwritten notes with directorial comments, often based on the autobiographical interviews held before each rehearsal with the actors, were used for the improvisations that shaped and developed the direction of D.R.A.G., and were also included in the final productions, which use the pieces of paper, apparently randomly picked up from the floor of the stage, to introduce different scenes, subjects and topics of the life of the main character 'P'. On the other hand, by offering a personalised 'devotion', which was often a private memory, wish, or just a thought or a comment, 23 26 This, I want to suggest, is a truly queering and thus destabilising energy that creates intimacy at the same time as discomfort, drawing the audience in as much as keeping them at bay. Given that the performance uses the same black papers to mark its scenes, with each seemingly randomly selected paper shown to a camera so that its inscription is projected to the black backwall of the stage, there is an anxiety amongst the audience that their own personal 'devotions' will be revealed. 27 immediately appeals to (and thereby exposes) our desire as spectators to witness 'Some dark, dirty sins that you will be shocked by … Some horrifying sins that make you feel so much more superior to me', while he puts on a 'balaclava as a confessional -kneels'. 31 The With it [the clubs] was a whole other culture, those on the periphery of society. You did get the punks, you got skinheads, you got the gays, you got the lesbians, the androgynous-y whatevers, all thrown into this mismash one Saturday night at the Delta. It was really alternative. And alternative cultures just grew from that, it was really really exciting. That was part of the reason you went to the Plaza or the Delta was to meet people from the other side, from everywhere, from all over Belfast, which was quite exciting. 54 An 'older, Belfast' female voice (Katie Tumelty) confirms:
I say the gay community was doing cross community then. They had the common the nominator [sic] was their sexuality. And as long as they were accepted for who they were didn't matter about religion. Everybody was there and everybody was welcomed. Didn't matter what tribe you came from. Even in the heart of the troubles, and I mean the heart of the trouble [sic] is, there wasn't one tri-colour, not one union jack, nothing was brought into the gay community. That space.
That 'queer' space and its promise of alternative communality beyond sectarian politics is, however, brutally shattered by the killing of Bradshaw that is addressed in the live performance of the exposed man who has sat the whole time inside the cube, which ends the installation part. As he slowly and carefully dresses himself in the uniform of an RUC officer, he recounts his experiences of homophobia in the police force and his encounter with the 'very vulnerable' young officer, Bradshaw, stating: 'I just thought that if the [police] had looked after Darren better, the Parliament wouldn't have been the only place he felt he could go that he was safe. That changed my life. His death impacted on me deeply. Because I felt we, the organization all the way to the top, and I had failed him.' 55 The scene ends in blackout in which the audience is led over to another part in the room and asked to keep between two white lines on the floor that create a circle. As the ushers turn into dancers, the lights and soundtrack transform the scene into a disco, with the crowded surrounding audience transmuted into the present spectators, fellow clubbers, part of the club community.
As suggested by Rea at the beginning, several members of the audience (some more cautiously than others) start to move to the rhythm and interact with the performance in this way. Suddenly, we notice actor Stanford on stage, his white shirt illuminated by a pink beam, and at first timidly, then more confidently, he joins in the dancebefore he is killed by an invisible member of the crowd, the gun shot reverberating through the space. While a white spotlight freezes his paralyzed body, the disturbed We're not invisible now We're here to be counted You'll not be pushed to the ground If you're lost You'll be found Do you hear me? I won't forget who you are Just hold your head up I'll be the freak that's unique Be the Queer without fear Can't you see me? 57 As addressed here, both works trouble the invisibility, voicelessness, victimization, and oppression of the LGBT community in Northern Ireland. In performing previously silenced stories, the works under consideration unveil the parallel existence of hidden and marginalised memories within the ethnically structured polity and hetero-normative political culture of post-conflict Northern Ireland. Furthermore, in so doing, both problematise archival projects that, in an unintended way, may recycle the parallelism of exclusion and liminality. As such, the productions work to emphasise an archival and memorial responsibility to creating as well as commencing a different future. As Derrida reminds us: 'as much as and more than a thing of the past, before such a thing, the archive should call into question the coming of the future'. 
